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Tsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers 
degrees in performance, composition and theory, musicology, music education, 
collaborative piano, historical performance, as well as a certificate program in its Opera 
Institute, and artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with more than 32,000 stuc;ients participating in undergraduate, graduate, 
and professional programs. BU consists of 17 colleges and schools along with a number 
-
of multidisciplinary centers and institutes which are central to the school's research and 
teaching mission. The Boston University College of Fine Arts was created in 1954 to bring 
together the School of Music, the School of Theatre, and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those early 
days, education at the College of Fine Arts has begun on the BU campus and extended 
into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
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Tsai Performance Center 
Erich Wolfgang Korngold Overture to "The Sea Hawk" 
(1897-1957) 
Bernard Herrmann Suite from "Vertigo" 
(1911-1975) 
Leonard Bernstein 
(1918-1990) 
Prelude 
The Nighbnare 
Scene d'amour 
Symphonic Suite from "On the Waterfront" 
-Intermission-
Erich Wolfgang Korngold Symphony in F-sharp, op. 40 
(1897-1957) 
Moderato rna energico 
Scherzo: Allegro molto 
Adagio: Lento 
. Finale: Allegro 
David Hoose, conductor 
David Hoose is Professor of Music at the Boston University School of 
Music, where he has been Director of Orchestral Activities since 1987. 
Since 1984, Mr. Hoose has been Music Director of Cantata Singers & 
Ensemble, and since 1991, he has been Music Director of Collage New 
Music, which is celebrating its 40th year during the 2011-12 season. For 
eleven years, he was also Music Director of the Tallahassee Symphony 
Orchestra. 
Mr. Hoose is a recipient of the Ditson Conductors Award for the 
Advancement of American Music, Choral Arts New England Alfred 
Nash Patterson Lifetime Achievement Award, the Walter W. Naumburp; 
Chamber Music Award (with the Emmanuel Wind Quintet), the 
ASCAP/Chorus Amedca Award for Adventurous Programming (with 
Cantata Singers), and the Dmitri Mitropoulos Award at the Berkshire 
(Tanglewood) Music Center. His recording of John Harbison's Mottetti 
di Montale, with Collage New Music, was a Grammy Nominee for Best · 
Recording with Small Ensemble. His recordings appear on the Albany, 
New World, Koch, Nonesuch, Composers' Recordings (CRI), Delos, Arsis, 
GunMar, and Neuma labels. 
Mr. Hoose has appeared as guest conductor with the Chicago 
Philharmonic, Singapore Symphony, Korean Broadcasting Symphony, 
Saint Louis Symphony, Utah Symphony, Quad City Symphony Orchestra, 
Orchestra Regionale Toscana (Italy), Boston Symphony Chamber Players, 
Handel & Haydn Society, and numerous times with Emmanuel Music. 
He has also conducted the Manhattan School Chamber Sinfonia Eastman 
School of Music's Kilbourn Orchestra, Musica Nova and Philharmonia, 
the University of Southern California Symphony Orchestra, New England 
Conservatory's Symphony Orchestra, Wind Ensemble and Contemporary 
Ensemble, and the Shepherd School Symphony Orchestra. 
David Hoose studied composition at the Oberlin Conservatory with 
Walter Aschaffenburg and Richard Hoffmann, and at Brandeis University 
with Arthur Berger and Harold Shapero. He studied hom with Robert 
Fries (Philadelphia Orchestra), Barry Tuckwell, Joseph Singer (New Yc 
Philharmonic), and Richard Mackey (Boston Symphony Orchestra), and 
conducting with Gustav Meier at the Berkshire (Tanglewood) Music 
Center. 
Program Notes 
Erich Wolfgang Korngold: Overture to 'The Sea Hawk" 
Bernard Herrmann: Scenes from "Vertigo" 
Leonard Bernstein: Orchestral Suite from "On the Waterfront" 
Erich Wolfgang Komgold was born in Vienna, Austria, on May 29, 1897, and died 
in Hollywood, California, on November 29, 1957. A boy genius, he considered one 
person, Alexander von Zemlinsky (Arnold Schoenberg's brother-in-law and teacher) 
his only teacher. Korngold composed orchestral works, including a violin concerto and 
a cello concerto, songs, sacred choral music, piano music (he was a virtuoso pianist), 
chamber music, and six operas. Of his twenty-one film scores, The Sea Hawk, Essex and 
Elizabeth, and The Adventures of Robin Hood, were nominated for Academy Awards, the 
l t of which won the award in 1939. 
'Bernard Herrmann was born in New York City on June 29, 1911, and he attended De 
Witt Clinton High School, New York University (studying composition with, among 
others, Percy Grainger), and the Juilliard School. A conductor whose interests embraced 
music ranging from Vaughan Williams and Charles Ives, Herrmann composed numerous 
concert works, including an opera and a symphony, and composed scores for nearly fifty 
motion pictures . He died in Hollywood on December 24, 1975. 
Leonard Bernstein, composer, conductor, pianist, and extraordinary music evangelist, 
was born on August 25, 1918, in Lawrence, Massachusetts, and died in New York City 
on October 14, 1990. He studied at Boston Latin School, Harvard Universitt;, and the 
Curtis Institute; his teachers included Walter Piston, Fritz Reiner, Randall Thompson, 
and Serge Koussevitzky. His music reaches across classical and popular worlds, and 
includes three symphonies, three operas, three ballets, sacred choral music, songs, 
chamber music, one film score, and six musicals. 
Planning a program of cinema-related music inevitably leads to an astounding 
array of compelling but often unknown music, as often, by composers with 
only vaguely familiar names. When watching Casablanca, even for the nth time, 
who pays attention to the name of the person who wrote the music, anyway? 
Most moviegoers are just sitting down, popcorn in hand, and still chatting as the 
movie begins, and then, even more likely, putting on their coats as the closing 
credits roll by all too fast, so they're not likely to notice the names of these 
musicians who, again and again, have made the difference between a thin, brittle 
reel of celluloid and a vital, breathing force that burrows into our memory. 
ard Addinsall (Goodbye, Mr. Chips), John Addison (A Bridge Too Far), John 
y (Goldfinger, Midnight Cowboy), Elmer Bernstein (The Magnificent Seven, To 
Kill a Mockingbird) , Nino Rota (81h, The Godfather), Jerry Goldsmith (Planet of the 
Apes, Patton), Leonard Roseman (East of Eden, The Lord of the Rings), Miklos Rozsa 
(Spellbound, Ben-Hur), Franz Waxman (Sunset Boulevard, Rebecca), are names 
known by film aficionados, but not necessarily by casual moviegoers or classical 
music lovers. 
The names of today' s film composers may be even less well known to movie-
and ~oncert-goers than those of Max Steiner (The Cain Mutiny, Gone with the 
Wind) or Maurice Jarre (Lawrence of Arabia, Doctor Zhivago). With the notable 
exception of John Williams, too many of today's quite successful composers 
.... 
lack the compositional skill and a consummate voice to make their music-and 
the film- memorable. Some of their music is more than derivative; often it is a 
blatant theft of extant classical works, in segments just short enough to sidestep 
lawsuits. When you hear large swatches of the first movement of Shostakovich' s 
Fifth Symphony waft by, or Copland's "Fanfare for the Common Man"-usually 
in inversion (dee-da-daw, instead of daw-da-dee), it's easy to write off music as 
a serious force in cinema. These Hollywood composers shouldn't be confused 
with Handel (a proudly confessed thief), since these charlatans are hardly 
rewriting other composers' prosaic music and spinning it into magic. Instead, 
they are simply too lazy or too unskilled to write their own music, and dishonest 
enough to take credit (and money) for what is not theirs. 
But, the sum of fine composers who wrote original and effective music for the 
cinema is a distinguished one, and it includes a long list of composers whose 
names even the concertgoer will know, though they may not know their films. 
Aaron Copland, William Walton, George Antheil, Peter Maxwell Davies, Gian-
Carlo Menotti, Malcolm Arnold, Arnold Bax, Arthur Bliss, Benjamin Britten, 
Maria Castelnuovo-Tedesco, Darius Milhaud, Hans Werner Henze, Arthur 
Honegger, Georges Auric, John Ireland, Sergei Prokofiev, Toro Takemitsu, 
Camille Saint-Saens, Dmitri Shostakovich, and Ralph Vaughan Williams were 
but a few. What were their films? 
There is a relatively shortlist of composers who straddled both the concert and 
the cinema worlds with complete ease. Highest among them are Erich Wolfgang 
Korngold, Bernard Herrmann, and Leonard Bernstein, all three composers who 
aspired to be embraced as concert composers, but whose greatest work may 
have been for the theater. 
Erich Korngold, whose youthful precocity easily matched Mozart's and 
Mendelssohn's, began his career proclaimed variously by Mahler and Strauss 
to be a 'frightening genius.' His first works received their premieres by the 
most famous musicians of the day-Arthur Nikisch, Felix Weingartner, Artur 
Schnabel, Carl Flesch, Bruno Walter, the Rose Quartet, Rudolf Kolisch, and Otto 
Klemperer-all by the time the composer was in his early twenties, and his 
third(!) opera, Die tote Stadt, received performances by the Metropolitan Opera in 
1921, when he was twenty-four. This was a composer not only with prodigioP r 
technical skills, but also with an unmistakably original voice. 
A 1934 trip to California, at the invitation the director Max Reinhart (creator 
with Strauss and Hugo von Hofmannsthal of the Salzburg Festival, and director 
of Kurt Weill's epic The Eternal Road), ultimately led to Korngold' s moving his 
family to Hollywood; the Anschluss and the ensuing War prevented his return to 
Germany until1946. During those years, he said he wouldn't compose any more 
concert music until Hitler was removed from power, and he devoted himself to 
taking the fledgling art of film music and, along with Max Steiner, raising it to an 
unprecedented level of musical sophistication and bond to the film's characters, 
narrative and sweep. Between 1935 and 1946, he composed music for a few 
films a year (he refused to accept more, and the studios prized his work enough 
to let him pick and choose his projects), including Captain Blood (laun"ching the 
career of Errol Flynn), Anthony Adverse (1937 Academy Award for Best Score), 
The Prince and the Pauper, The Sea Wolf, The Adventures of Robin Hood (a project 
he initially refused, saying "I can't do this!" but one for which he created some 
of his finest music), and The Sea Hawk, 1940 recipient of an Academy Award 
Nomination for Best Score. 
Korngold' s music for The Sea Hawk more than matches the swashbuckling 
(< enplay, its characters brought to life with sharp musical delineation and 
attle sequences lifted by swirling fanfares. If you could watch the film 
without the dialogue, but with the music, you'd not miss all that much. But 
remove Korngold' s music, and the movie's turbulent seas will be unpleasantly 
becalmed. · 
Toward the end of his Hollywood career, someone criticized his music for what 
he thought was a decline, to which Korngold replied that, when he first came to 
Hollywood, he couldn't understand the dialogue, but now he did. With that, he 
returned to writing concert music. The culmination would be his Symphony in 
F-sharp . 
. Bernard Herrmann, though his concert music is less known than Korngold's, 
also aspired to be recognized as a 'classical' composer, and his catalogue 
includes an opera, a symphony, chamber music, a ballet, and songs, both with 
piano and with orchestra. Unlike Korngold, however, he never received acclaim 
as a concert composer, and his opera, Wuthering Heights,. had to wait until the 
centenary of his birth for its first staged performances. 
For today's movie fan, though,· Herrmann's musical voice is far more familiar 
than Korngold's, if only because so many of his films are still in currency: Citizen 
Kane, The Magnificent Ambersons, Jane Eyre, The Ghost of Mrs. Muir, The Day the 
Earth Stood Still, The Snows of Kilimanjaro, Obsession, Taxi Driver, The Trouble 
with Harry, The Man Who Knew Too Much, The Wrong Man, North by Northwest, 
Psycho, Mamie, and Vertigo. The last seven of these were Alfred Hitchcock films, 
"' d these two strong-willed artists reached an impasse over the music for Torn 
tain, Hitchcock used no other composer. 
The Hitchcock's immense respect for Herrmann's gifts reveals itself in the 
director's planning notes for Vertigo:" . .. when [Judy] emerges and we go into the 
love scene we should let all traffic noises fade, because Mr. Herrmann may have 
something to say here." The music for Vertigo proved his most penetratingly 
psychological score, fully matching the director's obsessive vision with its tight 
loops, yearning arches, and taut rhythmic curls that peel back the emotional 
DNA of a man who keeps moving forward and always finding himself in the 
same place. 
The composer, in an address to the Eastman School in 1973, said, "Whatever 
music can do in a film is something mystical; the camera can only do such much. 
But the music can tell you what people are thinking and feeling, and that is 
the real function of music. The whole recognition scene of Vertigo, for example, 
is eight minutes of cinema without dialogue or sound effects-just music and 
picture. I remember Hitchcock said to me, 'Well, music will do better than words 
there.111 The director was right. Nobody could get inside and reveal a character's 
subconscious more thoroughly than Herrmann, except, of course, Mozart. 
-
Leonard Bernstein's score for Elia Kazan's 1952 On the Waterfront was the 
composer's only movie score, but one that both thrives in a vibrant relationsh1l-' 
with an extraordinary film - sometimes driving it, sometimes being driven by 
it-and needs nothing of the film to define its shape and character. The music 
for On the Waterfront may represent Bernstein's high water mark, although one 
can be certain that he would have not wanted it so. The score's shape, voice and 
honesty reach levels that his other music almost always strives for, but seldom 
achieves. His other theatrical music, especially West Side Story, is superb, but 
much of it very cleverly (or unconsciously) evokes a plethora of classical sources. 
Few composers who lived with the voices of Beethoven, Bruckner and Mahler 
as thoroughly as did Bernstein could ever completely avoiding such indelible 
fingerprints . But there is no overreaching in On the Waterfront, a fiery, rich and 
deep score whose musical sophistication, strong personality, emotional depth 
and tight organization represent the very best of concert music and, at the same 
time, demonstrate the highest in music's serving another medium. 
Elia Kazan's gritty movie (which he had fully filmed and edited before Bernstein 
was ever brought on board) suggests many layers of meaning-an argument for 
risking one's life for principles, a condemnation of criminal corruption in unions, 
and an embrace of the individual in the face of the power of many. It also was a 
righteous apologia for Kazan's own naming of names during the Red Scare years. 
Despite Hollywood's ostracizing of Kazan for deserting colleagues during the 
darkest times and despite the movie's ensuing controversy, On the Waterfront 
became an enormous hit that went on to win eight Academy Awards. Sixty years 
later, On the Waterfront has lost none of its tragic intensity. The heroic story, the 
brilliant direction, the penetratingly dark cinematography, and an extraordin? __ ,
cast that included Marlon Branda, Eva Marie Saint (in her first movie role), K 
Malden, Lee J. Cobb and Rod Steiger, make it one the greatest American films. 
Leonard Bernstein (whose music was not among the Academy Award winners), 
was essential in making it so. 
Erich Korngold, Bernard Herrmann and Leonard Bernstein were all composers 
( 
who yearned for something beyond what they were given and different 
from what they were destined to give. When Korngold returned to concert 
Jll.USic after World War II, he was devastated to find that his music was passe, 
enthusiasm having turned to more far-reaching musical thinking. Recognition 
of his Symphony in F-sharp as a passionate, persuasive interpretation of the 
symphonic form wouldn't come until a decade after his death, and he died in 
depression, perhaps not appreciating that his String Sextet, Violin Concerto, 
Symphony and operas would live on, and that his film music changed an entire 
art form. Herrmann, always an irascible man (exclaiming to producers and 
directors, "Why do you show me this trash?"), strong-willed and imperious, 
died without contentment that his music would be heard for as long as people 
watched good movies. And Bernstein, always yearning to compose the great 
20th century response Beethoven and Mahler, slipped further from his wish the 
harder he tried, and he died probably unable to embrace the reality that to have 
.' ted West Side Stan; or On the Waterfront would be enough for a couple of 
n times. If nothing else, these three composers' lives and work might remind us 
to be grateful for the gifts and opportunities we are given. They are far greater 
than we can ever see. 
-David Hoose 
Erich Wolfgang Korngold: Symphony in F-sharp, op. 40 
Korngold composed his only symphony in 1951-52; it was premiered in a radio broadcast 
in Vienna on October 17, 1954, with Harold Byrns conducting the Vienna Symphony, 
but was not heard in concert until Rudolf Kempe led the Munich Philharmonic in a 
performance that November. The score- "Dedicated to the memory of Franklin Delano 
Roosevelt" -calls for three flutes (third doubling piccolo), two oboes, two clarinets 
and bass clarinet, two bassoons and contrabassoon, four horns, three trumpets, 
Jour trombones, tuba, timpani, cymbals, gong, bass drum, glockenspiel, xylophone, 
marimbaphone, harp, piano, celesta, and large sections of violins, violas, cellos, and 
basses. The last pe1jormance of the Symphony in Boston was 1995, and this performance 
is only the second time the work has been heard in this city. 
When Erich Wolfgang Korngold was ten, his father took him to Mahler so 
that the boy could play over on the piano his recently composed cantata, Gold. 
As the music unfolded, Mahler stalked up and down the room muttering, "A 
genius-genius." By eleven, Korngold wrote a pantomime, Der Schneeinann 
(the Snowman), which, after it was orchestrated by Alexander Zemlinsky, was 
- formed at the Vienna Court Opera on October 4, 1911-the composer was 
€en years old! There were suspicions that this music had actually been 
composed by the boy's father, one of the best-know music critics of his day, but 
Julius Korngold replied-sensibly and humorously-that if could write music 
of such quality, he would not spend his life writing articles about other people' s 
music! 
First-rate musicians were fascinated with the talented boy. Arthur Nikisch 
commissioned a work for the Leipzig Gewandhaus Orchestra-the first 
orchestral work that Korngold himself orchestrated, the Schauspiel-Ouvertiire 
(Overture to a Drama). He began to write operas, two of them at eighteen; when 
he was twenty-three Die tote Stadt made him famous all over the world, with 
productions in eighty-three opera houses. He wrote two more operas after that, 
and his last, Die Kathrin, was scheduled for performance in 1938 when the Nazi 
Anschluss meant that the same racial attacks on the art of Jewish musicians 
would take place in Vienna as in Berlin-so the performance was cancelled. 
By the mid-1920s, though still regarded as a prodigious talent, Korngold was 
also considered a representative of the past; his devotion to the romantic style 
of the turn of the century gave him a retrospective position in the Vienna 
of Schoenberg, Berg and Webern: He arranged operettas, including some of 
Strauss's (A Night in Vienna and Cagliostro in Vienna); Max Reinhardt invited I-
to Berlin for productions of Fledermaus and La belle Helene. By this time Korngl-_ 
had already found a new metier, one in which he was to become a preeminent 
master-as a composer of scores for films in Hollywood. He visited first in 1933, 
accompanying the great German director Max Reinhardt, who was set to film A 
Midsummer Night's Dream, and who wanted Korngold to adapt Mendelssohn's 
score of incidental music for the film. He began to compose original scores, 
too, and immediately discovered that he had a special flair for this kind of 
work. Two of his scores (Anthony Adverse and The AdventUJ;es of Robin Hood) 
received Oscars. When the Nazis overran Austria, Korngold found a welcoming 
home in California, where, by 1947, he had composed eighteen film scores of 
great distinction. After the War he gave up writing film music and returned 
to the concert hall, with his Violin Concerto in D (written for Jascha Heifetz), 
his Symphonic Serenade for Strings, and his Symphony in F-sharp.Dimitri 
Mitropoulos planned to include the Symphony in his 1959-60 season with the 
New York Philharmonic, but the conductor's death prevented that performance. 
(He had said, "All my life I have searched for the perfect modern work .. .In this 
symphony I have found it.") 
The symphony unfolds in the traditional four movements, with the scherzo 
coming second. The first movement (Moderato rna energico) begins with a 
clarinet melody of considerable dark power. It is dramatic in its forward thrust 
before ending with a halo of strings. The second-movement scherzo moves 
quickly, like a great tarantella, but is often powerful and weighty, not simply 
humorous. The Adagio is a lushly textured, extended slow movement of high 
specific gravity, like Bruckner's, though the colors here are clearly Korngold' s 
own; he even makes passing reference to his music for The Private Lives of 
Elizabeth and Essex. If the firs~ three movements are largely somber, even dark 
in character, the finale is bright, and filled with vigorous rhythms and melodic 
transformations. 
-Steven Ledbetter, for the Boston Symphony Orchestra 
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Robert Thoburn 
TI1e Ushers & Programmers Fund 
Wen-Yang Wen 
Kate White 
Peter A. Williamson 
Ellen and John Yates 
Linda N. Yee 
Kalman W. Zabarsky and Kerry 
Loughman 
Avedis Zildjian Company 
$500 to $999 
Curtis and Lorraine Anastasio 
Avon Products Foundation, Inc. 
Bank of America 
Fred A. Bronstein 
Salvatore and Lisa Cania 
Kimberly Cheiken 
Beth S. Chen 
Dennis A. Clements 
Terren.ce J. Connell 
Debbie Crowell 
Edna L. Davis 
Nancy K. Dimsdale 
Suzanne R. Dworsky 
Teresa and Don Epperson 
R. T. Finney 
David E. Franasiak 
Haim Frankel 
Deborall Grausman 
Barbara W. Grossman · 
Donald Haller 
Mercia M. Harrison 
TI1e Help Productions LLC 
Richard A. Hobbs 
Capers A. Holmes 
AmyL. Howe 
Dmitri and Elena llyin 
Jimmie L. Jackson 
Renate E. Jeffries 
JungMinKim 
Lucy Kim and Matthew Guerrieri 
LillieM.Kumar 
Ledgeways Charitable Trust 
Richard P. Lenz 
Charlotte D. McGhee 
Joy L. Mcintyre 
Thomas J. Murm 
Elizabeth Narbonne 
Mia R. Oberlink 
Ellen S. Offner 
Dianne Pettipaw 
Stein way & Sons 
Patrick Szymanski and 
Margery Lieber 
Kelly Tucker 
Richard Van Deusen and Carol 
Nadell 
Zipcar 
'This list reflects donations made bet"'<iieen July 1, 2010 and June 30, 2011. For a complete list of all CFA donors visit www. 
bu.edulcfa!alumni!giving-back. if your name has been omitted from this list, please contact us so that we can correct our 
records. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS 
Steven Ansell viola * 
Edwin Barker double bass• 
Cathy Basrak viola 
Lynn Chang violi11 
Daniel Dona viola, pedagogy 
Jules Eskin cello 
Carolyn Davis Fryer double 
bass 
Edward Gazouleas viola 
Marc Johnson cello 
Bayla Keyes violin • 
Alexander Lecarme cello 
Michelle LaCourse viola • 
Katie Lansdale violin 
Benjamin Levy double bass 
Lucia Lin violin * 
Malcolm Lowe violi11 
Dana Mazurkevich violin 
Yuri Mazurkevich violin "' 
Ikuko Mizuno violin 
John Muratore guitar 
George Neikrug cello ++ 
James Orleans double bass 
Leslie Parnas cello 
Ann Hobson Pilot llarp 
Barbara Poeschl-Edrich llarp 
Michael Reynolds cello • 
Rhonda Rider cello 
·Todd Seeber double bass 
Roman Totenberg violin ++ 
Michael Zaretsky viola 
Peter Zazofsky violi11 • 
Jessica Zhou llarp 
WOODWINDS, BRASS, and 
PERCUSSION 
Ken Amis tuba 
Jennifer Bill saxopllone 
Peter Chapman tmmpet 
Geralyn Coticone flute 
Doriot Dwyer flute 
Terry Everson trumpet * 
John Ferrillo oboe 
Timothy Genis percussio11 
Ian Greitzer clarinet 
Ronald Haroutounian basso01t 
John Heiss flute 
Gregg Henegar bassoon 
Renee Krimsier flute 
Gabriel Langfur bass trombo11e 
Don Lucas tromboue * 
Mark McEwen oboe 
Ric)lard Menaul 11om 
Suzanne Nelsen bassooll 
Craig Nordstrom, clariuet 
Toby Oft trombo11e 
Elizabeth Ostlingflutc 
Andrew Price oboe 
Ken Radnofsky saxopllo11e 
Richard Ranti bassoon 
Thomas Rolfs tmmpet 
Mike Roylance tuba 
Matthew Ruggiero 
bnssoou 
Eric Ruske l!oru * 
Robert Sheena 
Englis/1 11om 
Thomas Siders trumpet 
Ethan Sloane clarinet • 
Jason Snider 11om 
Samuel Solomon 
percussion 
James Sommerville 11om 
Linda Tooteflute • 
PIANO 
Anthony di Bonaventura,. 
Maria Clodes-Jaguaribe • 
Gila Goldstein 
Linda Jiorle-Nagy 
Michael Lewin 
Sergey Schepkin 
Boaz Sharon * 
COLLABORATIVE PIANO 
Shiela Kibbe • 
Robert Merfeld 
ORGAN 
Nancy Graner! 
Peter Sykes • 
VOICE 
Michelle Alexander • 
Michael Beattie 
Penelope Bitzas • 
Sharon Daniels ,. 
James Demler • 
Gary Durham 
Phyllis Hoffman • 
Matthew Larson 
Betsy Polatin (theater) 
Bonnie Pomfret 
Jerrold Pope • 
Andrea Southwick 
Maria Spacagna 
SCHOOL OF MUSIC DEPARTMENT OF 
PRODUCTION AND ENSEMBLES 
J. Casey Soward, Assista111 Director for Production m1d 
Performance 
M!Chael Barsano, Manager of U11iversity-Wide Ensembles 
M1c~ael Culle_r, Head Recorai11g E11giueer 
O~hm Gregorian, Manager of Opera l11stitute 
D1ane McLean, Stage Mimager 
Sha~e McMahon, Recordi11g Engineer 
Dav1d Dawson IT, AdminisTrative Coordinator, Scheduling a11d 
Programs 
Kris Sessa, Librarian 
Martin Snow, Keyboard Tech11ician a11d Restoratio11 
Molly Walker, Manager of School of Music E11sembles 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
~obert K. Dodson, Director, School of Music 
tm Petosa, Director, School of Theatre 
ynne Allen, Director, School of Visual Arts 
HISTORICAL 
PERFORMANCE 
Aida Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
BaroRue flute 
Catherine Liddell lute 
Martin Pearlman 
Baroque ensembles • 
Robinson Pyle 
natural trumpet 
Marc Schachman 
Baroque oboe 
Aaron Sheehan HP voice 
Jane Starkman 
Baroqlle violin, viola 
Peter Sykes harpsichord • 
MUSICOLOGY 
Marie Abe• 
Victor Coelho • 
Steven Cornelius* 
Sean Gallagher 
Brita Heimarck • 
Lewis Lockwood 
Thomas Peattie"" 
Joshua Rifkin • 
Andrew Shenton• 
Jacquelyn Sholes 
Patrick Wood Uribe• 
Jeremy Yudkin • 
COMPOSITION 
AND THEORY 
Brett Abigana 
Varian Aghababian 
Martin Amlin • 
Deboral1 Burton • 
jus tin Casinghino 
Richard Cornell • 
J ash ua Fineberg • 
Samuel Headrick • 
David Kopp • 
Mary Montgomery Koppel 
Rodney Lister • 
Ketty Nez • 
Andrew Smith 
John Wallace • 
Steven Weigl • 
Jason Yust • 
SCHOOL OF MUSIC 
MUSIC EDUCATION 
Richard Bunbury • 
Susan Conkling • 
Diana Dansereau • 
Andre de Quadros • 
Jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
RonKos* 
Warren Levenson 
Roger Mantie • 
Brian Michaud 
Richard Nangle 
Sandra Nicolucci * 
CONDUCTING 
David Hoose"' 
Ann Howard Jones • 
Scott Allen J arret! 
David Martins 
Jameson Marvin, choral 
OPERA INSTITUTE 
Phyllis Curtin ++ 
Sharon Daniels • 
· Melinda Sullivan-Friedman 
Frank Kelley 
William Lumpkin • 
Jim Petosa 
Betsy Polatin 
Jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew Larson 
Phillip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
Department 01airs 
represented in bold 
• full-time faculty 
++Emeritus 
Richard Cornell, Associate Director 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Education 
Richard Cornell, Music Studies 
Robert K. Dod sen, Director 
Phyllis Hoffman, Executive a11d Artistic Director ofBostoll 
University Tanglewood Institute 
Ann Howard Jones, Ensembles 
David Kopp, Director, Graduate Studies 
Michelle LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assistant Director for Admissions and 
Studeut Affmrs 
John Wallace, Director Undergraduate Studies 
OSTON UNIVERSITY SCHOOL OF MUSIC 
PCOMING EVENTS AND PERFORMANCES 
Thursday, March 1, 8:00pm Boston University Wind Ensemble 
David J. Martins, conductor 
Tsai Performance 
Thursday, March 1, 8:00pm Boston Univeristy All- Campus Orchestra 
Mark Miller, conductor 
Concert Hall 
y, March 2, 8:00pm Boston University Choral Ensembles 
Ann Howard Jones, Michael Barrett 
and Daniel Peterson, conductors 
Marsh Chapel 
Monday, March 5, 8:00pm Boston University Concert Band 
Boston University Big Band 
Jennifer Bill, Andrew Goodrich 
and Kristen Sienkiewicz, conductors 
Concert Hall 
Wednesday, March 7, 8:00pm Faculty Recital Series: 
Anthony di Bonaventura, piano 
Tsai Performance 
Wednesday, March 28, 8:00pm Faculty Recital Series: 
Chamber Music Masterworks 
Michelle LaCourse, viola 
Tsai Performance 
Monday, April2, 8:00pm Boston University Symphony Orchestra and 
Boston University Symphonic Chorus 
David Hoose and Ann Howard Jones, conductors 
Symphony Hall 
Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
Marsh Chapel, 735 Commonwealth Avenue 
Symphony Hall, 301 Massachusetts Ave, Boston, MA 02115 
College of Fine Arts www.bu .edu/cfa 
